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INTRODUCTION
The strongest influence on my work, not only in clay, but
as an artist has been the place of my childhood home. Living
on a farm, being a child in a 16 member family has had an effect
on my approach to life, values, art, and clay.
On our dairy farm in Northern New York I was surrounded by
nature, the change of the seasons, growth, death, beauty, the rug-
gedness of the land, a wide variety of color, family closeness,
warm interiors on a cold winter morning, homemade bread baking
in the oven and working together.
I think about life a lot, especially the times on which
many special events were celebrated, such as; birthdays, grad
uations, weddings, and reunions. Daily events, places I have
visited or explored, time, people, religion, and influences of
each are all part of my past. These all relate to me as person,
artist, and potter. Everyone's past contains similar elements.
We all choose different modes to express them. There are needs
in each of us that have to be expressed and the way we choose
matters a great deal.
Choosing to become an artist and potter is my means to
convey to others the things that are important to me. The
work I developed for this thesis echoes my past. My intent is
to harmonize surface decoration and form within the realm of
functional ceramics, whether the forms are handbuilt or thrown.
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I have explored subtle variations of surface design which re
flect personal interpretations of my environment. I strive
for numerous modifications of designs that import visually an
expression or feeling of clay. This helps to stimulate the
user to view the handmade ceramic form not just for its aes
thetic value, but as an object that can be experienced in diff
erent ways and have different functional uses . The pottery could
be utilized everyday or just on special occasions or as a decora
tive element in a room.
I choose to work in low fire ceramics because of its
characteristics. I like the earthy, soft, rounded qualities
of form, decoration, and most importantly color which can be
achieved at this temperature. Clay provides a focal point upon
which my decoration can be built, through the manipulation of
slips combined with oxides, stains and a clear glaze.
My desire to draw and decorate my forms reflects a need
to share my thoughts and feelings with other people. Images
from my past will continue to feed me with creative ideas, and
will, I feel be reflected in my future endeavors. The past
is there and we should utilize it in a productive, creative
manner .
My past is a tradition that is continuously growing and
is important to me, and to the development of my pottery. I
have a deeply rooted, old-fashioned personality which is re
flected in my thoughts, ideas, clay, and life. I prefer a
simple lifestyle.
CHAPTER I
HISTORICAL INFLUENCES
I have looked to many sources for inspiration and infor
mation. Concentrating on specific traditions in ceramic his
tory has supplied me with a wealth of visual and technical
knowledge .
The first area that impressed me was the tradition of Tin
Glaze and Majolica. The potters had a strong sense of color,
pattern, and form. Majolica was a painters pottery. The nature
of the medium ruled the way in which the potter could paint on
the form. Each line painted was visible after the firing. The
results of this technique produced a visual language unique to
itself. The entire surface of the ware displayed richly rend
ered, multicolored images of people, animals, plants, flowers,
and special events. This style of ceramic decoration was ex
pressive not only because of the technique, but also because of
the individual's hand. This strong unity of each part propa
gated a vibrant, animated sense of creation.
After viewing first hand Majolica pieces, the effect of
their sense of space, pattern and color was awesome. Here were
pieces done centuries ago that still have the power to inspire
a response from the viewer. The softness of the glazes and
painting appealed to my primitive attitude toward nature and life,
There is a simple, relaxed kind of quality that I am going after
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and want to express.
The second area that attracted me was the American Folk
Tradition. In the late 1700' s the first appearance of decor
ative redware in the slipware tradition came about. These wares
had a very naive freshness. "The predominant colors were earth
en shades from light tan to deep chocolate and black." (5:25)
The lack of materials and technical knowledge was advantageous
and enhanced their simplistic, unsophisticated attitude.
Characteristically these wares were filled with vitality and
had a primitive, fresh presence.
"In the folk repertoire of motifs , there is a clear pre
dominance of lyrical, peace-loving themes, reflecting the sta
bility of the peasant environment, with its customs and tra
ditions determined by the rhythmic cycle of the
seasons."(13:32)
"These motifs, again are transcribed in a decorative language of
corresponding soft, rounded contours and forms, of warm colors
and quiet, decorative
rhythm."(13:32)
The final two sources in my search have been two individ
uals whom I admire. Their work was strongly felt and offered
another type of decorative expression through form, motifs and
color .
The first is Marguerite Wildenhain, who made important
contributions in pottery, particularly in the area of sur-
"Numbers in the parentheses refer to numbered references in the
Bibliography; those after the colon are page numbers.
face decoration. Her work characterizes her closeness with na
ture. She stated "Nature can in fact become the main source
from which our activity and our development as an artist grow
to maturity and
fulfillment." (15:39)
I feel that my background with nature plays a large factor
in the development in my work. It is a part that I cannot ig
nore, a part I want to explore and reexplore. I relate to Mar
guerite's simple sense of decoration.
The second individual is Pablo Picasso. "His work trans
cended the use of earlier ceramic traditions such as tin-glaze,
by his innovative handling of color, not only as surface dec
oration, but also as a structural element to alter volume and
manipulate
form." (14:17) Picasso's forms expressed a low fire
character. There is a richness and freedom to his drawing and
choices of color. His work had a new kind of vitality that made
his pieces stronger and more interesting to view. His pottery
shares the unsophisticated, primitive quality with past cult
ures and is the same quality I am striving after.
After reviewing my historical sources of tin-glaze, Maj
olica, American Folk Ceramics, and European examples, I have
concluded that they had similar attitudes toward decoration,
surface, form, function, and use. This attitude was one of
simplicity, with a rich vitality of motifs and overall pres
entation of the finished piece. These pots not only commun
icate their past culture development, but also provide a variety
of technical knowledge and skills.
Pottery can be decorative and beautiful. It has a great
effect not only on the potters themselves, but also on the
people who see it or use it. "Potters made greater attempts
to enhance their wares decoratively , utilizing motifs that re
flect their individual culture's aesthetics." (7:28) These
historical objects exemplify visually an animated, energetic
softness of decoration and color. This is an aspect which is im
portant and will play a vital part in my work.
Investigating and examining past culture ceramics is a
worthwhile experience that can lead to a better understanding
of our personal development in ceramics and of our present day
culture.
CHAPTER II
CONTEMPORARY INFLUENCES
When we make a mark in clay we are decorating. "There is
no aspect of pottery that gives as much chance for individual
expression and imagination as decoration." (4:52) For cent
uries cultures have been using decoration as a form of record,
identification and or self-expression. Some forms of decor
ation commemorate events, places, or people. Consequently, dec
oration is a vital ingredient of clay and to the ceramicists
who decide to incorporate it in their work.
There are two contemporary potters whose attitudes and
techniques concerning decoration reflect past traditions of
ornamentation and have helped to nurture and expand my pottery
language. The two potters are Henry Varnum Poor, and Walter
Ostrom. Thesepotters'works convey the characteristics of the
different techniques of decoration: an earthy, soft quality of
color, lusciousness of slips and glazes, a closeness of their
material, contact with life, and an individual sense of ex
pression.
Henry Varnum Poor's pottery had the vital quality of tra
ditional folk ceramics. His images and colors express a strong
sense of character, a direct interaction with life and his
materials. "He spoke about creating his own tradition and to
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do that you must have the fortitude to establish and maintain
a way of life, and this must involve a closer, warmer relation
to your materials and, as an image maker, a life lived in close
contact with the things from which you must want to evolve sym
bols and images." (1:30-40)
There is a down to earth, unconstrained quality in his work,
that is appealing and is an important quality I want to pursue
and foster. For example, in his plate with Sunflowers he has
painted a thick black band around the rim. This creates a
border in which the composition of the sunflower and vase are
placed. He uses subtle oranges, pinks and greens, but gives
them life and energy through bold black outlines. The lines
are fluid and graceful. The composition is balanced over the
surface of the plate. The weight of lines are heavy and exhib
it a confidence in brushwork and add strength to the piece.
(Plate 3) The simplicity of his image has a strong visual
characteristic with subtle tones of color which echo life, na
ture, and clay.
Walter Ostrom, also has a similar sensitivity of softness
in form and surface. His utilitarian vessels have a straight
forward, homespun visual presence. The fact that Walter Ostrom
makes functional vessels not only as a working potter, but also
for use in his own home adds to the simplicity of the form and
decoration.
The decoration on his forms is very energetic and robust.
Shapes are broken down to their simplest configurations, rein
forcing this lively characteristic. This can be seen in his
Terrine form. (Plate 4) It is a thrown form which was later
altered, painted with white slip, sgraffito, colored glaze dec
oration and a clear glaze overall. He divides the terrine in
sections. The top and bottom utilize the sgraffito technique
through white slip and reveal the red body beneath. The center
section is decorated with a loose, abstract, flower image. The
runny quality of the pink, blue, and purple glaze add to the
overall visual effect of the form. The thin layer of white slip
allows the red body to break through in various areas of the
terrine and compliments the splashes of color. His sense of
color is nonchalant and expressive. He refers to earthenware
as his introduction to the world of "no apologies color". His
use of color definitely enhances not only the robust nature of
his forms and decoration, but also the tradition of earthenware.
The work of these two individuals has played an important
role on my decoration, on the development of my forms, and on
my color palette. I feel that the visual characteristics of
these two individuals works are a strong influence on my ideas
and on the direction in which they are carried out. (Plate 4)
CHAPTER III
DEVELOPMENT OF MY DECORATION
After reviewing traditional and contemporary designs and
decoration in ceramics, I have found that it is important to
understand why and how their decorations function. To imitate
their work would be unwise and impermissible, but to emulate
the characteristics associated with their work would give a
better understanding to the possibilities of decoration.
The development of my decoration has been the biggest
struggle for me. Before I even begin to draw on my pots, a
number of questions are introduced. What makes up decoration
or design? How do patterns evolve? Where do these images come
from? Can I achieve a sense of vitality and richness in dec
oration? These are questions that I want to answer and ex
plore through a combination of slip decoration and glaze.
I am concerned with expressing my decoration in a straight
forward, simple manner, possessing vigor and strength. To
accomplish this, I must be sensitive to both the materials and
the choice of my motifs. Many of the decorative images on my
forms originated from an inspirational source, our family farm.
A quote by Marguerite Wildenhain best expresses my feelings
regarding the elaboration of ideas through life experiences
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and nature and exploring them as a source of information. "It
is time that we start over where all creative people start:
with ideas that are basically our own, but not just tricks to
shock the public, and with competent and imaginative craftsman
ship; with the will to be honest as we can in our artistic en
deavor, and its expression." (15:14)
The images that I have expanded upon are impressions of
nature and events surrounding the farm, such as: cows grazing
in the early morning sun, the large California Maple tree spra
wled over our front lawn, and the abundance of wild and domes
tic flowers ranging from black eyed susans and daises to gladi
oli and irises. Another source in my repertoire of decoration
and designs are my reflections of the Adirondack mountains and
ponds. These designs of the Adirondacks may not be exactly
representational in composition. Lines and shape combined with
solid areas of color are used to bring forth impressions of
landscape, sky, water and an overall essence of earthiness.
It is important that my decorations have a common univ
ersal language, created by subtle tones of color, simplistic
designs and a sensitivity to clay. However none of this would
be possible without a rudimentary knowledge of the principles
of good design.
Design is a plan. It is an orderly arrangement of elements
and is a process of seeing, analyzing the functions, knowing
the materials, and understanding the process of forming. Design
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is reflective thinking developed in visual form and as a sub
ject can be described as structural or ornamental. A good de
sign directly emphasizes the peculiar qualities of a material.
The purpose of ornament or decoration is to establish or
der and balance in structural parts and to indicate ownership,
beliefs, and interest. Decoration can be dictated by the sur
rounding environment and the space of time. The repertoire of
designs, therefore, reflect that period. Traditions of dec
oration have been built upon these facts and new traditions
continually develop and grow.
"Not only cultures have tradition; you yourself have
one, and are one; from your childhood, your youth,
through maturity, to old age, there is this contin
uous interchange of traditional permanence and values,
and what, year by year is added to it." (14:136)
My designs and decoration have evolved from my environ
ment, the farm, past traditions of ornamentation and contem
porary attitudes toward decoration. I want to capture a par
ticular quality or essence from those moments. In a sense to
create a new environment through decoration which can be nar
rative in depiction and emotion. I want my decoration to
evoke a response which speaks about aspects of life, nature,
memories, friendships, daily routines, and country kitchens.
My methods toward decoration are roughly sketched out
images on paper and then transferred to the form. I paint
loosely with a wide variety of brushes to capture a sponta
neous, natural, free flowing mark. Special details of surface
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and of color become increasingly important. Certain parts are
left undecorated with soft, subtle color to enhance the more
decorative areas of the pot. Various compositions of one or
more motifs and colored slips accentuate the thoughts and feel
ings that are a primary concern. I use specific colors inside
certain forms that will be used for foods. For example; in
large open bowls I use a creamy, white slip to enhance fruit,
salads or bread. The decoration on the outside will either
compliment the form or is depicted in a way to create patterns
through negative and positive shapes and color.
Decorating my forms satisfies my need to share my thoughts
and ideas toward nature and life. I hope it will nourish others
It is important that I produce pottery that is practical, un
complicated, inexpensive, simple in attitude, lasting and beau
tiful to use and see daily.
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CHAPTER IV
DEVELOPMENT OF MY FORMS AND MOTIF APPLICATION
From the beginning of this thesis, functional pottery has
been a major concern. The pots that came about are forms that
are directly influenced from my past, and are trays, baking dish
es, bowls, low bowls, pitchers and cups. These forms have to
deal with all aspects of serving or nurturing the user. The
definitions of my forms and their function became clearer as I
progressed. They should function as well as any manufactured
product, yet have a special meaning within the life of individ
uals who use the pots.
I think of my pottery as having more than one function; to
serve or to be used as vessels for domestic use, especially in
a kitchen, and to contribute to the environment of one's every
day life. One predominant experience in my life that motivates
my work was the sharing of the family meal. Around the table,
talk and laughter could be heard from the tales of the day.
There was an abundance of food served on everyday plates, which
seemed to have a character all their own. However, on special
occasions the good china was out with the exception of a few
dishes that were very old and used only for specific foods. It
is these dishes that I have a particular fondness for. They
bring with them their history of the past. A past that is of my
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tradition and family heritage. I feel that making func
tional pottery brings me closer to this tradition, it fulfills
my needs and refreshes the daily routine of the eventual user.
I also feel that a decorative functional ceramic piece can spice
up the atmosphere of its surrounding
After using my pottery, I found certain areas needed more
attention. The addition of a coil to the inside corners of the
baking dish made for easier cleaning. The surface of the trays
and other forms should be smooth with no rough edges left from
the slip trailer or sgraffito marks to cut the user. These are
all technical elements that have to be delt with in order for the
forms to function effectively.
My forms reflect an inner strength. They are weighty, but
not too heavy. They have a look of durability, that echoes an
essence from past traditions in folk ceramics. They also have
a light, happy, spring like attitude surrounding them.
Another concern just as important as my forms is to create
a closer integration of decoration and surface. The function of
my pottery does not affect the imagery I choose to paint on the
forms. However, color is affected by function. The form itself
dictates the treatment of the imagery. In the forthcoming para
graphs more information is given.
My work began with small serving trays (app . 9"xl8") , rec
tangular in shape. As I continued to expand upon this shape, a
variety of handles were added to change the character and func
tion of the piece. Working in a series, I was able to explore
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and modify not only my forms, but my decoration as well. Some
slabs had their corners cut which were then made into handles;
others had each edge cut in snake-like patterns. Also, work
ing in a series allowed me to feel comfortable and loose with
my slip decorations. The flat surface of the trays played an
important role in capturing this lax expression. (Plates 5-7)
In a series I would take a specific motif such as a calf
lying in the grass, and complete a variety of compositions.
First, I would apply white slip over the entire surface. This
set up a base for the different colors. The images that came
about characterized the moment without an exact representation.
Blades of grass were abstracted into fluid bold shapes. The
calf was painted with loose, softly rounded contours. Incised
lines were added to emphasize the grass shapes. The back of
these trays were also slip decorated to give a sense of com
pletion to the form. (Plate 5)
Borders enclosed these motifs and acted as a framework for
the internal structure. Snake- like lines, produced by a slip
trailer followed the pattern of the form and created a sense of
fluidity. I found this technique worked particularly well on
the altered rectangled trays. The border on these forms not
only framed the piece, but interacted with it, creating a flow
ing movement and direction.
The next logical step for me with these trays was to change
the rim and feet. I increased the height of the foot, which
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raised the tray and surrounded the rim with one inch walls.
This made the pieces more functional. Whatever was served on
them would not slip off. Altering only these parts gave
me a totally new form to work with and decorate. Now the rim
became the border. (Plates 6 & 7)
On these trays I also painted flower motifs. The grass
patterns were not as stiff as previous decorations. I became
more conscious of the material and the feeling I was after.
These pieces have a simple, country, kind of attitude and they
speak about a specific way of life.
A pervasive memory from my childhood is the fragrance of
baking bread. Inspired by this influence, I threw a baking form
which I altered into an oval shape and added handles. The in
fluence of Walter Ostrom is very strong in these forms. I was
able to integrate decoration and surface due to its shape. I
feel that because of this, the baking dish had a strong sense
of completion. The flower motif I applied is very similar to
the motifs that I painted on the trays. However, in this case
I enlarged the interior shape of the flower. The bold shapes
of color complimented the form and helped achieve an unpreten
tious quality. (Plates 8 & 9)
From these forms, I felt a need to produce vessels that
would hold liquids. Working in a series again, I threw a num
ber of pitcher forms. Here I was influenced by Early American
Pottery pitchers. There is an energy about them that is ex-
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uberant and full of life. My pitchers are very robust in shape,
with a smooth continuous line from the lip through the belly to
the foot. The form itself emits an earthy, unsophisticated pres
ence. Since I am concerned with maintaining this attitude, the
addition of the handle and its position on the form is important
The handles I did attach were similar in weight and proportion
to the form.
Still working with the flower motif, having more vertical
volume to work with, the applications of slip became freer, un
restrained, and spontaneous. It is important that my slip dec
oration reach this point to create an overall, country, folk
sense.
The flower motif divided the pitcher surface into three
large petal shapes, which surrounded and emphasized the belly
shape. Encompassing the middle petal are two grass blades. I
sgraffitoed back into the form reemphasizing the curve of the
flower petal, and the belly of the pitcher. I used a slip
trailer on the edge of the lip and the handle to accentuate
these parts and to integrate them into the overall decoration.
The addition of the slip trailing was often used in traditional
folk pottery and had a lively freshness. For this reason, I
used it in specific areas on the form to create depth.
Cup forms developed simultaneously with the pitcher forms.
I felt that the shape of the cup should relate to the pitcher
as if they were a family. To accomplish this I altered the cup
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after it had been trimmed, into a clover pattern. I then re
peated one petal of the flower onto each section of the cup.
Where the indentation occured I painted a grass blade. The cups
are all similar and conveyed an impression of the whole. (Plate 11)
The last form I was able to produce were bowls. Having a
specific function in mind, I threw high walled bread bowls. I
did not feel the need to decorate the insides of these bowls be
cause in this case it would be a violation. On the outside,
however, I decorated them with the same flower motif that I de
veloped for the trays, baking dishes, and pitchers. I created
a pattern with the flower petal. At the base of the bowl I
painted small petals and around the rim I painted large petals.
The large petals were positioned in such a way to create a zig
zag pattern. The figure ground relationship worked well here
because of the size and spacing of the positive and negative
shapes. After abstracting the flower petal to its simplest
shape, the larger petals seemed to grow out of the smaller pet
als. This created an interesting pattern, one which I found
could be repeated in a number of compositions. (Plates 14-16)
Along with these bowls, I also threw low serving bowls. Un
like the bread bowls, the interior of these bowls invited dec
oration. The openness of the surface and the height of the
sloping walls was a perfect background to paint. I utilized the
flower petal and abstracted it very similarly to the previous
bowls. I decorated the underside also. The expression of these
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bowls is somewhat different from the bread bowls. They seem
more lyrical and playful, inspired by the pleasure of walking
through fields of wildf lowers. (Plates 16 & 17)
I have not yet spoken about color in conjunction with my
decorations. I have a fondness for bright, lively colors, which
is a direct influence from a specific past experience. Every
Sunday, as a child my family and I would dress and go to church.
Large stained glass windows with brilliant colors stood along
each wall. On sunny mornings these windows seemed to come to
life. The rays of the sun intensified the purple, blue, red, and
yellow colors. When I looked at these colors, I felt inspired,
alive, vibrant and warm. I realized only recently that these
colors are very similar to the colored slips I use.
Many of my pots have painted on them chrome , greens , copper
greens and colbalt, which created a sense of depth through slip
layers, and a variety of colored stains, such as: yellow, crim
son, pansy purple, teal blue, rose pink, avocado and seal brown.
The combination of these create the earthy, folk qualities of
slip ware and create an unsophisticated, old-fashioned, country
kitchen, type of ware. Color plays an important role in the
development of my work and is a main concern in achieving the
attitude I have just spoken about.
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CONCLUSION
All through this thesis, I have been concerned with crea
ting pottery that speaks of a homespun, unsophisticated, tradi
tional folk attitude. In my opinion, my pitcher forms were the
most successful in the integration of surface decoration and
form. The decoration envelops the form and possesses the folk
characteristics I mentioned earlier. The baking dishes and
bowls approach this integration, but still can be expanded upon.
I feel that what I have started is only the beginning and
that with time, I will be able to achieve my objective. Contin
ued investigation will stimulate my intellect and creativity and
will lead to the realization to my goals.
The response from my family, close friends, and scholastic
peers, pertaining to my work is valuable. The continued feed
back from using my pottery will enhance specific changes of form
and decoration. Understanding myself, my background and why I
am in a creative field will improve my ability to communicate
issues that deal with clay and to share my personal reflections
about simple, down home living.
With discipline, which will be a lifetime of study and a
sensitivity to my surroundings and to the material I use, I can
hope to achieve artistic excellence.
In closing this thesis, I want to share a poem written by
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Charles Counts, which says it all about being a potter.
What is a pot?
Raw clay from Mother Earth-minded-refined-prepared
for use.
Chastened through pounding (wedging we call it)
Disciplined by the potter's hand-
Thrown on the wheel and set aside to dry,
Not formless now, but able to withstand careful
handling by trembling hands,
More caring cleans feet, reduces excess bulk, smooths
sharp edges.
An entity now, does it need embellishment?
What could I add, pushing planes and volumes to
abstract notions, that space is visual and visually
pliable, changeable?
Slip is applied and an idea scratched,
the idea of taking form on the shape,
Identification. Who? When? Where? Why?
Signature imprinted on pot bottom.
One nineteenth-century jug maker put his signet up
front, close to the handle. Was it insolence or un
consciousness?
Music plays, news asserts, telephones ring, hunger pains:
Time is part of the process.
A potter makes his series-
one pot born in a litter of 12 or 24 or 100.
The work rhythm: the drying, the trimming, the eating,
the decisions:
Life in the midst of work!
And then the first trial by fire-
Bisque kiln stacked, stuffed for economy, saving space
and fuel.
Bisque- a funny word that catches on the tongue as the
tongue catches on the bisque-ware
imparting and absorbing spit,
reminding that bone-dry dust has been transformed,
never again to be formless,
forever a solid configuration that water
can no longer soften.
Then glaze buckets, batch recipes, gram scales, and bags
of chemical.
Dreams of marshmallow white or transparent blue,
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to clothe pink-naked clay children.
Baptism by immersion - a ritual
of concern for greater transformation.
Another ordeal by fire.
Carefully this time the kiln is stacked, nothing touching
When will the evolution be done?
In excitment of anticipation we shuffle on. The work
takes care of itself.
We chart the kiln's course from coldness to dull red
heat-cherry red glow to orange-
to light white heat and hope.
Heat tempers impatience-
Cones melt.
In officious confidence we shut off the roaring monster
and in sudden quiet, retreat.
Kiln cools. We sleep.
In our slumber, dreams are rarely caught,
Though expectations effect labor strains..
A brand new pot is now cooling for our viewing.
I sleep and hope, and hope I sleep.
Recreating rows of pots, I rest to begin again
the cycle of renewing ideas, in time and space.
Companion potters meet at kiln's opening.
Confronted with reality, seeing barely achieves
anticipation, or exceeds imagination.
The good, the bad in post-partium analysis.
Introspection, briefly.
Then with a new objectivity the pots are brought forth,
Bottoms are ground, prices attached, the packing.
A pot's chain of life demands a new master.
An owner brings it through use into everyday beauty.
The clay language is strong and persuasive
when a pot is right. (16:188-190)
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TECHNICAL DATA
Listed below are the formulas for the clay body and glazes
which I found appropriate for my thesis.
Clay body
04 Andrea Gill's thnowing body
Red Art 50
APG Fire Clay 20
Gold Art 10
Talc 10
OM # 4 Ball 10
Barium Carb. %cup
Slip s
04 Black Slip
Red Art 85
Frit 3124 15
Black Mason Stain 4%
Manganese Dioxide 4%
Black Iron Oxide 2%
04 White Slip
OM # 4 Ball 40
EPK 20
Frit 3110 15
Talc 15
Silica 10
Add:
Colbalt Carb. 6%
Red Iron Oxide 15%
Chrome 10%
Copper Carb. 5-20%
Add Mason Stains :
Crimson 15-30%
Saturn Orange
Sky Blue
15-30%
20-30%
Yellow 20-30%
Rose Pink 25%
Dark Teal Blue 15-30%
Avocado Green 20-30%
Pansy Purple 25%
24
Glazes
~~0~4 Worthington Clear
Gerstley Borate 55
EPK 30
Flint 15
This clear glaze works well over commerical underglazes
and slips.
04 Alkaline Matt Green
Frit 3110 56
Neph. Sy. 8
Barium Carb. 14
Lithium Carb. 6
Flint 6
EPK 10
Chrome 10%
06-03 G-76 Clear Base
Gerstley Borate 34
K-200 37
Barium Carb. 14
Flint 15
Black Iron Oxide 8%
Bentonite 2%
This glaze should be ball milled. Add Black Iron Oxide to
produce a yellow lead like glaze which is best over a white slip
04 Batz Majolica
Frit 3124 100
Barium Carb. 4
EPK 15
Zircopax 20
05-03 John Gill's Water Blue
Gerstley Borate 5.8
EPK 7.2
Frit 3110 76.9
Flint 10.1
Copper Carb. 3-7%
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